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Mandy	  is	  interested	  in	  the	  way	  people	  use	  information	  to	  learn.	  Her	  research	  has	  involved	  
investigating	  university	  students’	  experiences	  of	  using	  information	  to	  complete	  assignments	  
in	  environmental	  studies,	  music	  and	  tax	  law.	  Her	  current	  research	  investigates	  teacher-­‐





Music	  and	  dance	  are	  art	  forms	  that	  involve	  a	  full	  mind-­‐body	  experience,	  integrating	  the	  
cognitive,	  affective	  and	  kinesthetic	  domains.	  To	  engage	  in	  creating	  music	  and	  dance	  is	  to	  use	  
information	  to	  express	  oneself	  and	  communicate.	  In	  this	  chapter	  I	  explore	  the	  information	  
experience	  of	  two	  distinct	  groups:	  those	  who	  compose	  music	  for	  an	  audience,	  and	  those	  
who	  dance	  socially	  with	  a	  partner.	  
	  
For	  the	  composer,	  information	  sources	  can	  be	  a	  stimulus	  for	  creation.	  Sounds,	  feelings,	  
moods,	  images,	  ideas	  and	  life	  experiences	  can	  trigger	  a	  creative	  idea.	  These	  ideas	  are	  shaped	  
by	  existing	  musical	  styles	  and	  structures,	  and	  by	  the	  composer’s	  personal	  aesthetic.	  The	  
intention	  of	  the	  composer	  is	  to	  communicate	  their	  expressive	  ideas	  to	  an	  audience.	  	  
	  
For	  the	  social	  dancer,	  information	  sources	  are	  those	  used	  to	  communicate	  with	  a	  partner.	  
There	  is	  no	  intention	  to	  perform	  for	  an	  audience.	  A	  social	  dancer	  aims	  to	  express	  the	  music	  
and	  style	  of	  the	  dance	  while	  creating	  a	  strong	  connection	  with	  their	  partner.	  	  Information	  
sources	  include	  the	  music,	  the	  partner’s	  body,	  the	  emotions	  generated	  by	  the	  dance,	  the	  
position	  of	  other	  couples	  on	  the	  floor	  and	  the	  feeling	  of	  the	  floor.	  	  
	  
Use	  of	  information	  in	  the	  arts	  is	  an	  under-­‐researched	  experience.	  Most	  information	  studies	  
are	  based	  on	  the	  assumption	  that	  information	  is	  documentary	  and	  codified.	  Subjective	  and	  
affective	  information	  is	  rarely	  recognised	  and	  legitimised.	  Information-­‐as-­‐it-­‐is-­‐experienced	  
through	  creative	  practice	  such	  as	  music	  and	  dance	  is	  holistic	  in	  acknowledging	  mind,	  body	  
and	  spirit	  as	  well	  as	  traditional	  documentary	  forms	  of	  information.	  This	  chapter	  draws	  on	  
empirical	  research	  to	  illustrate	  experiencing	  information	  as	  creating	  and	  expressing.	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This	  chapter	  has	  been	  inspired	  by	  my	  own	  experience	  as	  a	  musician,	  dancer	  and	  information	  
literacy	  researcher.	  The	  chapter	  takes	  people’s	  experiences	  of	  information	  as	  its	  starting	  
point.	  It	  offers	  a	  perspective	  that	  values	  sensory	  information	  by	  looking	  at	  the	  use	  of	  
information	  through	  the	  eyes	  of	  those	  who	  use	  their	  senses	  to	  create,	  communicate	  and	  
express	  information	  as	  an	  art	  form.	  It	  is	  through	  this	  perspective	  that	  I	  seek	  to	  redress	  an	  
imbalance	  in	  information	  science	  that	  privileges	  documentary	  forms	  of	  information.	  
	  
‘A	  weekly	  edition	  of	  the	  New	  York	  Times	  contains	  more	  information	  than	  the	  average	  person	  
was	  likely	  to	  come	  across	  in	  a	  lifetime	  in	  17th-­‐century	  England’	  (Wurman,	  2001,	  p.	  5).	  	  As	  an	  
information	  literacy	  researcher	  I	  have	  seen	  this	  statement	  used	  by	  librarians	  in	  arguing	  why	  
information	  retrieval	  and	  management	  is	  crucial	  in	  today’s	  society.	  However,	  I	  have	  always	  
felt	  a	  sense	  of	  unease	  at	  this	  type	  of	  statement.	  It	  is	  typical	  of	  the	  mindset	  that	  assumes	  
documentary	  forms	  of	  information	  while	  ignoring	  the	  use	  of	  information	  in	  the	  
environment.	  In	  17th	  century	  England,	  the	  ‘average	  person’	  was	  likely	  to	  be	  living	  in	  a	  rural	  
area	  dominated	  by	  agriculture.	  The	  changing	  of	  the	  seasons	  provided	  a	  large	  amount	  of	  
environmental	  information	  that	  needed	  to	  be	  noticed,	  interpreted	  and	  acted	  upon	  to	  ensure	  
food	  production,	  winter	  stores	  of	  firewood	  and	  fodder,	  preservation	  of	  food	  and	  production	  
of	  yarn	  and	  cloth.	  	  
	  
Likewise,	  an	  Australian	  Indigenous	  person	  living	  a	  traditional	  lifestyle	  relies	  on	  knowledge	  of	  
the	  environment.	  As	  the	  Australian	  singer,	  composer,	  and	  Bundjalung	  man	  
Kev	  Carmody	  said	  of	  his	  grandfather:	  	  
	  
He	  told	  me	  to	  learn	  the	  language	  of	  the	  animals,	  know	  the	  language	  of	  the	  
kookaburra	  or	  the	  brolga,	  because	  you	  aren’t	  going	  to	  survive	  unless	  you	  do.	  The	  
bird	  calls	  change	  through	  the	  year,	  when	  they	  are	  mating	  or	  they	  have	  their	  babies.	  
In	  the	  bush	  you	  have	  to	  understand	  that	  to	  be	  able	  to	  survive,	  otherwise	  you	  
wouldn’t	  know	  where	  to	  get	  your	  tucker	  [food]…	  One	  of	  the	  things	  he	  said	  to	  us	  
was,	  you	  have	  to	  learn	  to	  listen	  to	  the	  wind.	  What	  he	  was	  saying	  was,	  use	  your	  
imagination,	  widen	  it	  out,	  be	  aware	  of	  things	  around	  you.	  You	  learn	  to	  listen	  in	  
another	  way.	  (Mengel,	  2007,	  pp.	  8-­‐9)	  
	  
‘Learning	  to	  listen	  in	  another	  way’	  entails	  becoming	  aware	  of	  the	  information	  in	  the	  
landscape	  that	  ensures	  survival	  in	  the	  bush.	  In	  the	  quotation	  Carmody	  also	  alludes	  to	  the	  
way	  he	  learned	  to	  listen	  in	  order	  to	  draw	  on	  the	  environment	  for	  his	  compositions.	  It	  is	  this	  
type	  of	  information	  that	  is	  the	  subject	  of	  this	  chapter.	  
	  
What	  is	  ‘information’?	  
The	  theories	  of	  information	  that	  frame	  ‘information-­‐as-­‐it-­‐is-­‐experienced’	  hold	  that	  
information	  is	  that	  which	  informs.	  This	  means	  that	  information	  is	  in	  the	  eye	  of	  the	  beholder	  
–	  anything	  can	  be	  experienced	  as	  information	  (Bateson,	  1972;	  Buckland,	  1991).	  	  
	  
This	  expansive	  view	  of	  information	  is	  captured	  in	  theories	  that	  see	  information	  as	  contextual	  
and	  situated.	  	  Several	  theories	  regard	  information	  as	  incorporating	  both	  external/objective	  
and	  internal/subjective	  forms	  (see	  Capurro	  &	  Hjørland,	  2003	  for	  a	  comprehensive	  literature	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review).	  To	  see	  information	  as	  external	  means	  it	  has	  an	  independent	  existence	  as	  ‘thing’,	  
such	  as	  documentary	  sources	  and	  objects	  (Buckland,	  1991).	  To	  see	  information	  as	  internal	  
acknowledges	  perception,	  cognition	  and	  affect	  (Derr,	  1985).	  Both	  external	  and	  internal	  
aspects	  rely	  on	  the	  context,	  situation	  and	  circumstance	  in	  which	  the	  information	  is	  gathered	  
and/or	  encountered	  (Capurro	  &	  Hjørland,	  2003).	  As	  such,	  information	  has	  a	  strong	  
sociocultural	  basis.	  
	  
An	  example	  of	  discipline	  specific	  information	  is	  presented	  by	  Hjørland	  (2007)	  in	  discussing	  
the distinction	  between	  a	  geologist	  and	  archaeologist	  examining	  the	  same	  artefact	  –	  a	  rock.	  
He	  points	  out	  that	  the	  information	  each	  specialist	  discerns	  from	  the	  rock	  and	  the	  meaning	  
they	  make	  of	  the	  information	  differs	  according	  to	  their	  discipline.	  Similarly,	  Lloyd	  (2006,	  p.	  p.	  
575)	  found	  in	  her	  study	  of	  fire	  fighters’	  information	  literacy	  practices	  that	  the	  range	  of	  
information	  fire	  fighters	  used	  included:	  
	  
1. textual	  information	  -­‐	  published	  documents	  such	  as	  policy	  and	  procedures,	  	  
2. social	  information	  -­‐	  shared	  view	  of	  practices	  such	  as	  core	  values	  and	  workplace	  
culture	  
3. physical	  information	  –	  sensory	  and	  embodied	  information	  such	  as	  observing	  the	  
bodies	  of	  others	  
	  
These	  three	  forms	  are	  consistent	  with	  two	  holistic	  theories	  of	  information	  from	  Buckland	  
(1991)	  and	  Bates	  (2006).	  Both	  acknowledge	  tangible	  and	  intangible	  forms	  of	  information	  and	  
both	  include	  knowledge	  as	  a	  form	  of	  information.	  Of	  particular	  interest	  to	  this	  study	  is	  
Buckland’s	  (1991,	  p.	  351)	  inclusion	  of	  ‘information-­‐as-­‐process’,	  that	  is	  the	  act	  of	  informing.	  I	  
will	  return	  to	  this	  point	  later	  in	  the	  chapter.	  	  
	  
The	  nature	  of	  information	  
A	  curious	  aspect	  of	  the	  information	  science	  discipline	  is	  while	  it	  has	  a	  healthy	  body	  of	  work	  
into	  the	  philosophy	  and	  theory	  regarding	  the	  nature	  of	  information,	  in	  practice	  it	  only	  draws	  
on	  a	  small	  aspect	  of	  this	  work.	  Theories	  into	  the	  nature	  of	  information	  generally	  consider	  
information	  to	  include	  both	  objective	  and	  subjective	  aspects.	  The	  theories	  discuss	  the	  role	  of	  
data	  and	  knowledge	  and	  outline	  the	  various	  manifestations	  of	  information	  as	  object/thing,	  
process,	  communication	  and	  senses	  (see	  for	  example	  Bates,	  2006;	  Buckland,	  1991).	  
However,	  some	  theorists	  point	  out	  that	  information	  science,	  by	  its	  nature,	  looks	  at	  only	  
objective	  documentary	  forms	  of	  information	  (Floridi,	  2002;	  Zins,	  2006).	  This	  leaves	  other	  
disciplines	  (e.g.	  music,	  geology,	  archaeology,	  visual	  art)	  to	  consider	  forms	  of	  information	  
which	  go	  beyond	  documentary	  evidence	  (Hjørland,	  2007).	  	  
	  
Drawing	  the	  boundaries	  of	  information	  science	  in	  this	  way	  might	  be	  convenient,	  however,	  
this	  situation	  has	  led	  to	  phenomena	  such	  as	  information	  literacy	  privileging	  documentary	  
forms	  of	  information,	  even	  though	  the	  respective	  discipline	  where	  information	  literacy	  is	  
practiced	  includes	  a	  greater	  range	  of	  information.	  	  Information	  literacy	  by	  its	  nature	  is	  
situated,	  thus	  what	  is	  considered	  ‘information’	  and	  what	  is	  considered	  ‘literacy’	  have	  
different	  meanings	  depending	  on	  the	  context	  (Lloyd,	  2005;	  Lupton	  &	  Bruce,	  2010b).	  	  
	  
In	  conducting	  my	  initial	  research	  into	  university	  students’	  experiences	  of	  information	  literacy	  
in	  a	  first	  year	  social	  geography	  subject	  (Lupton,	  2004,	  2008a),	  I	  realised	  that	  the	  information	  
literacy	  classes	  offered	  to	  students	  were	  based	  entirely	  on	  documentary	  information,	  even	  
though	  gathering	  data	  and	  information	  via	  fieldwork	  was	  an	  important	  part	  of	  the	  subject	  
and	  discipline.	  This	  position	  was	  criticised	  by	  one	  of	  the	  participants	  in	  my	  study.	  Louise	  was	  
	   4	  
a	  mature-­‐aged	  first	  year	  student	  who	  had	  been	  a	  theatre	  set	  designer	  in	  a	  previous	  career.	  
She	  said	  
	  
In	  my	  life	  in	  the	  past	  [as	  a	  set	  designer]	  …my	  use	  of	  information	  was	  far	  richer	  than	  
anything	  I’ve	  been	  doing	  here,	  because	  I	  could	  never	  use	  so	  many	  of	  the	  different	  
things	  to	  stimulate	  my	  own	  imagination.	  I	  never	  knew	  what	  form	  that	  would	  take	  in	  
a	  design	  process.	  You’d	  pick	  up	  a	  leaf	  off	  the	  street	  or	  just	  a	  colour	  of	  the	  sky	  that	  
you’d	  remember	  and	  images,	  poetry,	  everything’	  (my	  emphasis).	  
	  
It	  was	  clear	  that	  Louise,	  as	  a	  theatre	  designer,	  did	  not	  privilege	  documentary	  information	  
over	  sensory	  information.	  For	  this	  reason,	  I	  would	  argue	  that	  those	  information	  
professionals	  who	  deal	  with	  information	  literacy	  should	  expand	  their	  view	  of	  the	  
information	  ‘landscape’	  (Lloyd,	  2006)	  to	  incorporate	  discipline	  specific	  sources	  of	  
information	  (Capurro	  &	  Hjørland,	  2003).	  
	  
Louise’s	  experience	  illustrates	  the	  value	  of	  investigating	  the	  ‘information	  experience’	  or	  
‘information-­‐as-­‐it-­‐is-­‐experienced’	  as	  I	  have	  phrased	  it	  in	  this	  chapter.	  Investigating	  
information-­‐as-­‐it-­‐is-­‐experienced	  takes	  the	  person	  as	  the	  starting	  point,	  thus	  removing	  any	  
artificial	  disciplinary	  distinctions	  made	  by	  the	  researcher.	  As	  I	  explained	  above,	  in	  my	  initial	  
information	  literacy	  research,	  I	  had	  made	  assumptions	  about	  the	  nature	  of	  information	  used	  
by	  students.	  Thus,	  in	  my	  subsequent	  research	  I	  explicitly	  sought	  to	  investigate	  the	  
experience	  of	  participants	  who	  used	  information	  from	  a	  great	  range	  of	  sources	  than	  might	  
be	  expected	  by	  traditional	  information	  literacy	  frameworks.	  
	  
In	  the	  next	  section,	  I	  report	  on	  the	  conduct	  and	  findings	  of	  the	  empirical	  studies	  into	  
information-­‐as-­‐it-­‐is-­‐experienced	  by	  musicians	  and	  dancers.	  In	  doing	  so,	  I	  illustrate	  the	  range	  
of	  information	  used	  for	  creation,	  communication	  and	  expression.	  
Methodology	  
This	  chapter	  draws	  upon	  data	  from	  two	  studies,	  the	  first	  into	  university	  students’	  
experiences	  of	  learning	  to	  compose	  music,	  and	  the	  second	  into	  Argentine	  tango	  dancers’	  use	  
of	  information	  while	  social	  dancing.	  The	  first	  data	  set	  comes	  from	  a	  larger	  study,	  previously	  
published	  (Lupton,	  2008b;	  Lupton	  &	  Bruce,	  2010a).	  The	  second	  is	  from	  a	  pilot	  study	  
conducted	  for	  the	  purposes	  of	  this	  chapter.	  
	  
Both	  studies	  used	  open-­‐ended,	  semi-­‐structured	  individual	  interviews.	  The	  participants	  for	  
the	  first	  study	  were	  19	  students	  studying	  music	  composition	  at	  university.	  In	  the	  previously	  
published	  study	  students	  were	  asked	  a	  range	  of	  questions	  about	  using	  information	  and	  
learning.	  The	  data	  used	  for	  this	  chapter	  concerned	  only	  the	  part	  of	  the	  interview	  that	  dealt	  
with	  using	  information.	  In	  this	  part	  of	  the	  interview,	  students	  were	  asked:	  
	  	  
1. What	  kinds	  of	  information	  do	  composers	  draw	  on?	  /	  What	  informs	  composers?	  
2. How	  do	  they	  use	  that	  information?	  
3. What	  information	  did	  you	  draw	  on	  for	  your	  composition?	  /What	  informed	  your	  
composition?	  
4. How	  did	  you	  use	  that	  information?	  
	  
The	  participants	  for	  the	  second	  (pilot)	  study	  were	  two	  experienced	  tango	  dancers.	  The	  pilot	  
study	  was	  inspired	  by	  my	  own	  experience	  of	  learning	  to	  dance	  tango.	  When	  attending	  dance	  
classes,	  I	  was	  intrigued	  by	  how	  often	  the	  teachers	  mentioned	  the	  term	  ‘information’	  in	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relation	  to	  the	  sensory	  (i.e.	  unspoken)	  communication	  between	  the	  leader	  and	  follower,	  and	  
in	  relation	  to	  the	  music.	  In	  the	  pilot	  study	  I	  limited	  the	  scope	  of	  the	  interview	  to	  the	  
information	  used	  while	  social	  dancing,	  rather	  than	  the	  totality	  of	  the	  information	  used	  for	  
dancing	  tango.	  This	  means	  the	  dancers	  were	  not	  asked	  about	  other	  sources	  of	  information	  
that	  might	  have	  informed	  their	  dancing	  such	  as	  attending	  classes	  and	  workshops,	  watching	  
videos	  and	  reading	  books/blogs	  about	  tango.	  In	  order	  to	  capture	  the	  sensory	  information	  I	  
asked	  the	  dancers:	  
	  
What	  information	  do	  you	  use	  while	  social	  dancing?/	  What	  informs	  your	  social	  
dancing?	  
	  
The	  interviews	  for	  both	  studies	  were	  transcribed	  verbatim.	  Data	  were	  analysed	  drawing	  on	  
Lloyd’s	  (2006)	  information	  literacy	  landscape	  concept	  of	  textual,	  social	  and	  physical	  
information.	  The	  musicians’	  transcripts	  were	  analysed	  by	  a	  process	  of	  thematic	  analysis,	  
looking	  at	  similarities	  and	  differences	  in	  the	  types	  and	  use	  of	  information.	  The	  dancers’	  
transcripts	  were	  analysed	  by	  identifying	  the	  senses	  mentioned	  by	  the	  dancers	  and	  describing	  
the	  information	  in	  relation	  to	  each	  sense.	  	  
	  
Quotations	  (identified	  with	  pseudonyms)	  have	  been	  used	  to	  illustrate	  the	  participants’	  
experience	  in	  both	  studies.	  The	  dance	  pilot	  study	  identifies	  the	  participants	  using	  the	  
traditional	  terms	  of	  Tangero	  and	  Tangera	  for	  a	  male	  and	  female	  tango	  dancer	  respectively.	  	  
Information-­‐as-­‐it-­‐is-­‐experienced	  –	  music	  composition	  
The	  musicians	  in	  this	  study	  were	  university	  students	  studying	  an	  elective	  subject	  in	  music	  
composition.	  Twelve	  students	  were	  engaged	  in	  electro-­‐acoustic	  abstract	  music	  composition,	  
while	  7	  were	  engaged	  in	  jazz	  composition.	  The	  two	  groups	  of	  students	  drew	  on	  particular	  
forms	  of	  information	  depending	  on	  the	  genre.	  Below	  I	  outline	  the	  forms	  of	  information	  used	  
by	  the	  students	  and	  provide	  quotations	  from	  the	  interviews	  to	  illustrate	  how	  students	  
reported	  using	  information.	  
	  
The	  forms	  of	  information	  that	  students	  used	  to	  compose	  included	  external	  information	  such	  
as	  documentary	  (tangible,	  contained	  in	  documents)	  and	  codified	  information	  (external,	  
music	  theory).	  Internal	  information	  included	  sensory	  information,	  affective	  information	  and	  
information	  generated	  by	  the	  process	  of	  music	  composition.	  The	  range	  of	  information	  
included:	  
	  
• Traditional	  musical	  structures	  (music	  theory,	  musical	  elements)	  
• Compositional	  techniques	  (techniques	  associated	  with	  particular	  composers)	  
• Music	  composition,	  sound	  manipulation	  and	  recording	  software	  	  
• Composition	  process	  
• Feelings,	  moods,	  emotions	  
• Ideas,	  beliefs,	  life	  experience,	  personal	  aesthetic	  
	  
Below	  I	  have	  illustrated	  these	  under	  three	  themes:	  using	  external	  information,	  using	  internal	  
information	  and	  creating	  information.	  	  
Using	  external	  information	  
The	  codified	  information	  students	  drew	  on	  included	  music	  knowledge	  such	  as	  traditional	  
music	  structures,	  music	  theory	  and	  characteristics	  of	  particular	  composers.	  The	  
documentary	  information	  they	  drew	  on	  included	  sound	  samples,	  audio	  recordings,	  sheet	  
music	  and	  scores	  and	  music	  software.	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These	  sources	  of	  information	  were	  external	  to	  the	  student.	  This	  means	  they	  were	  seen	  as	  
generated	  by	  others	  and	  needed	  to	  be	  learned	  so	  they	  could	  be	  applied	  to	  creating	  the	  
composition.	  	  
 
Emma:	  	  Musical	  information,	  well	  all	  your	  basic	  theories,	  I	  mean	  like	  your	  basic	  major	  and	  
minor	  scales.	  	  What	  is	  a	  note,	  what	  are	  rhythms,	  certain	  rhythms,	  harmony,	  so	  that’s	  your	  
basic	  information	  that	  you	  can	  use.	  
	  	  	  
Joanne:	  If	  you	  use	  information	  that’s	  given	  to	  you	  in	  class	  you’re	  learning.	  	  You’re	  going	  to	  
use	  that	  information	  again	  when	  you’re	  composing…You’re	  given	  some	  information	  [on	  the	  
composer’s	  characteristics]	  and	  you	  learn	  it	  to	  write	  the	  compositions.	  
 
The	  jazz	  students	  learned	  information	  concerning	  musical	  elements	  such	  as	  melodic,	  
rhythmic	  and	  stylistic	  characteristics	  of	  various	  composers	  by	  listening	  to	  audio	  recordings	  of	  
compositions	  and	  following	  the	  score	  or	  sheet	  music.	  They	  reported	  gaining	  different	  
information	  from	  listening	  to	  recordings	  and	  reading	  the	  score.	  For	  example,	  Rebecca	  
commented	  that	  stylistic	  aspects	  were	  more	  apparent	  from	  listening.	  	  
	  
Rebecca:	  Listening	  and	  looking	  at	  the	  music,	  like	  we	  looked	  at	  for	  each	  composer,	  we	  looked	  
at	  the	  score	  as	  well	  as	  listened	  to	  the	  recordings	  and	  everything	  and	  they	  really	  helped	  you	  
to	  work	  out	  what	  kind	  of	  harmonies	  and	  melodic	  ideas	  to	  use	  and	  things	  like	  that…	  listening	  
is	  part	  of	  the	  style	  I	  guess	  you	  pick	  up,	  more	  than	  anything	  and	  how	  everything	  is	  played	  
rather	  than	  just	  what	  is	  played.	  	  I	  learned	  a	  lot	  from	  reading	  music	  as	  well,	  ‘cause	  you	  can	  
look	  at	  what	  harmony	  and	  everything	  was	  used,	  if	  you	  didn’t	  quite	  pick	  it	  up	  by	  listening	  to	  it,	  
and	  how	  they	  got	  the	  melodies,	  and	  things	  like	  that…there	  was	  definitely	  a	  difference	  
between	  what	  I	  learnt	  between	  listening	  and	  looking,	  like	  if	  I’m	  listening	  to	  something	  then	  I	  
pick	  up	  more	  of	  the	  feel	  and	  the	  style	  of	  it	  and	  how	  it’s	  meant	  to	  sound.	  
 
The	  music	  technology	  students	  started	  with	  the	  raw	  material	  of	  a	  sound	  sample	  (i.e.	  a	  
snippet	  of	  sound)	  which	  they	  then	  manipulated	  using	  music	  software.	  The	  software	  allowed	  
them	  to	  see	  and	  manipulate	  the	  elements	  of	  the	  sound	  including	  harmonics,	  wave	  form,	  
amplitude,	  frequency	  and	  envelope	  (attack,	  decay,	  sustain	  and	  release).	  Students	  reported	  
that	  there	  were	  occasions	  when	  they	  were	  more	  concerned	  with	  the	  visual	  information	  than	  
the	  aural	  information.	  For	  instance,	  Paul	  commented:	  
	  
Paul:	  The	  computers	  are	  so	  visual	  you’re	  not	  listening	  any	  more,	  you’re	  just	  staring	  at	  the	  
screen	  and	  you	  see	  the	  sounds	  rather	  than	  listen	  to	  them.	  	  
	  
Internal	  information	  
Students	  described	  using	  internal	  information	  such	  as	  thoughts,	  feelings	  and	  emotions.	  
	  
Margaret:	  Your	  own	  ideas	  and	  your	  own	  thoughts,	  your	  own	  feelings,	  or	  moods	  or	  opinions.	  
	  
Brian:	  I	  think	  it	  all	  comes	  from	  inside.	  	  The	  information	  I	  guess	  is	  all	  emotions,	  it’s	  all	  an	  
expression	  of	  yourself…You’re	  getting	  the	  expression	  and	  then	  you	  put	  it	  into	  music.	  
 
Peter	  described	  this	  as	  the	  composer’s	  ‘desire	  to	  express’	  his/herself.	  He	  identified	  two	  
types	  of	  information;	  ‘inward’	  and	  ‘outward’.	  
 
Peter:	  There’s	  an	  inward	  desire	  to	  express	  and	  what	  it	  is	  that	  they’re	  actually	  expressing,	  
that’s	  part	  of	  the	  information.	  	  The	  other	  information	  is	  just	  the	  outward	  influences.	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Students	  said	  that	  the	  information	  that	  composers	  drew	  on	  included	  their	  musical	  life	  
history,	  which	  is	  part	  of	  who	  they	  are.	  This	  was	  influenced	  by	  their	  life	  experience,	  personal	  
aesthetic	  and	  outside	  events.	  
 
Peter:	  I	  think	  your	  influence	  is	  what	  you	  heard	  when	  you	  grew	  up.	  They	  compose	  something	  
and	  you	  listen	  to	  it	  and	  you	  really	  like	  it,	  you	  have	  a	  desire	  to	  want	  to	  do	  that	  as	  well	  or	  
better	  if	  possible	  and	  then	  you	  do	  it	  in	  your	  own	  way	  which	  you	  know,	  inevitably	  you	  always	  
have	  your	  kind	  of	  touch	  of	  it	  because	  it’s	  you,	  that’s	  it,	  that’s	  the	  information.	  
	  
Andrew:	  I	  think	  composers	  draw	  on	  what	  has	  moved	  them	  in	  the	  past…I	  suppose	  another	  
aspect	  would	  be	  what	  their	  personal	  aesthetic	  would	  be	  at	  a	  particular	  time…	  outside	  events	  
and	  things	  that	  don’t	  have	  anything	  to	  do	  with	  music	  I	  think,	  are	  probably	  even	  a	  bigger	  
influence	  than	  the	  music	  itself.	  
	  
Creating	  information	  
Students	  reported	  two	  forms	  of	  creating	  information	  as	  part	  of	  the	  composition	  process.	  The	  
first	  was	  the	  process	  itself,	  as	  each	  part	  of	  the	  process	  generated	  more	  information	  that	  
feed	  into	  the	  next	  part	  of	  the	  process.	  The	  second	  was	  the	  final	  product	  the	  students	  
created,	  which	  became	  a	  form	  of	  new	  documentary	  information.	  
	  
The	  music	  technology	  students	  used	  recorded	  sound	  (i.e.	  documentary	  information)	  as	  raw	  
material	  in	  a	  generative	  process.	  Trial	  and	  error	  was	  an	  important	  part	  of	  the	  process,	  where	  
manipulating	  the	  sound	  would	  produce	  new	  information	  which	  would	  then	  lead	  the	  student	  
in	  a	  particular	  direction.	  
	  
Margaret:	  When	  I	  started	  manipulating	  it	  and	  started	  mucking,	  just	  doing	  absolutely	  random	  
things	  on	  the	  computer	  there	  were	  a	  lot	  of	  semiotic	  references	  that	  were	  coming	  out	  of	  
it…[I]	  manipulated	  it	  a	  little	  bit	  and	  all	  this	  new	  information	  comes	  out.	  	  
	  
Roger:	  Information	  comes	  from	  probably	  the	  sounds	  I	  already	  have	  and	  what	  does	  that	  
sound	  lend	  itself	  to,	  and	  the	  gap	  is	  probably	  information	  that	  you	  need	  to	  find	  out	  and	  so	  you	  
research	  it	  by	  applying	  the	  software	  and	  trying	  different	  things.	  Guess	  and	  check	  kind	  of	  
method….It	  was	  so	  time	  consuming	  because	  you’re	  learning	  as	  you	  go	  but	  it’s	  more	  than	  
that,	  it’s	  that	  you’re	  finding	  the	  best	  ways	  to	  use	  the	  information	  that	  you’ve	  got,	  so	  I	  would	  
say	  that	  if	  I	  took	  a	  sound	  and	  I’ve	  treated	  it	  five	  different	  ways	  then	  those	  five	  different	  ways	  
or	  five	  different	  sounds	  would	  be	  like	  the	  information	  I’ve	  got.	  
	  
Thomas:	  I	  drew	  on	  the	  information	  I	  got	  from	  experimenting.	  
	  
The	  individual	  sounds	  had	  their	  own	  intrinsic	  information	  that	  suggested	  mood	  and	  
atmosphere.	  	  
	  
Margaret:	  Is	  the	  sound	  reverberant	  or	  is	  it	  deep	  and	  dark	  and	  full	  and	  or	  is	  it	  light	  and	  tinny?	  
What	  kind	  of	  information	  do	  you	  get	  from	  it,	  from	  a	  light	  and	  tinny	  sound	  like	  a	  little	  cymbal	  
hit	  or	  something	  or	  a	  sizzle?	  Like	  what	  kind	  of	  picture	  does	  it	  depict	  in	  your	  mind?	  When	  it’s	  
with	  all	  the	  other	  sounds	  combined	  how	  does	  it	  contribute	  to	  the	  overall	  image	  that	  you’re	  
developing	  in	  your	  mind	  about	  what	  the	  piece	  is	  about	  or	  what	  scene	  it	  is	  trying	  to	  set	  or	  if	  
it’s	  a	  soundscape	  for	  something?…	  
	  
I	  guess	  that	  the	  information	  that	  you’d	  move	  onto	  next	  is	  then	  you	  go	  and	  get	  the	  sort	  of	  
sounds	  and	  they	  come	  with	  all	  their	  own	  intrinsic	  information	  but	  then	  they	  change	  your	  
ideas….So,	  I	  guess	  that’s	  how	  they	  [composers]	  use	  the	  information,	  it	  kind	  of	  develops	  over	  
time	  as	  the	  composition	  develops,	  as	  you	  know,	  other	  sounds	  or	  whatever	  medium	  they’re	  
using	  adds	  its	  own	  information.	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Using	  information	  in	  this	  generative	  way	  entailed	  focused	  listening	  to	  be	  able	  to	  discern	  the	  
elements	  of	  the	  sound.	  	  
	  
Margaret:	  I	  actually	  learnt	  how	  to	  hear	  a	  sound	  and	  appreciate	  all	  the	  harmonics	  in	  it	  and	  
appreciate	  that	  each	  sound	  has	  a,	  there’s	  a	  melody	  line	  and	  has	  actual	  tone	  to	  it	  and	  you	  
know,	  there’s	  music	  in	  everything	  and	  then	  also,	  like	  when	  you	  strike	  a	  sound	  and	  the	  
envelope	  dies	  away,	  and	  I	  learnt	  to	  listen	  for	  the	  dying	  away	  envelope	  and	  learnt	  how	  to	  
connect	  that	  with	  another	  sound	  that’s	  completely	  unrelated	  but	  has	  a	  similar	  envelope…	  
	  
[I	  learned]	  how	  to	  appreciate	  absolutely	  every	  value	  that’s	  in	  every	  tonal	  value.	  Technically,	  I	  
learnt	  how	  to	  become	  more	  sensitised	  to	  hearing	  harmonics	  and	  judging	  the	  lengths	  of	  the	  
sounds.	  Judging	  the	  possible	  rooms	  that	  they	  were	  recorded	  in,	  whether	  it	  was	  reverberant	  
or	  really	  cavernous	  with	  a	  high	  ceiling	  or	  really	  dark	  and	  long	  kind	  of	  hallway	  or	  whatever.	  	  
	  
In	  summary,	  when	  engaged	  in	  creating	  a	  composition	  student	  musicians	  reported	  using	  
documentary	  information	  (printed	  and	  recorded	  music	  and	  sound	  samples),	  codified	  
information	  (music	  knowledge	  of	  style	  and	  genre),	  sensory	  information	  (hearing,	  sight)	  and	  
internal	  information	  (feelings,	  mood,	  emotions,	  life	  experiences,	  aesthetics).	  The	  process	  of	  
composition	  was	  generative,	  in	  that	  it	  was	  experienced	  as	  a	  further	  source	  of	  information.	  
Information	  as-­‐it-­‐is-­‐experienced	  –	  dancing	  Argentine	  tango	  	  
Like	  the	  musicians,	  the	  Argentine	  tango	  dancers	  used	  external	  and	  internal	  information.	  As	  
the	  dance	  unfolded,	  they	  created	  information,	  much	  like	  musicians	  do	  when	  they	  improvise.	  	  
In	  contrast	  to	  the	  musicians,	  the	  dancers	  did	  not	  produce	  a	  permanent	  record	  of	  their	  art.	  As	  
such,	  their	  dance	  did	  not	  create	  documentary	  information.	  
	  
The	  dancers	  used	  music	  (documentary	  information)	  as	  the	  basis	  of	  the	  dance.	  Sensory	  
information	  gained	  from	  hearing	  and	  listening	  to	  the	  music	  led	  to	  a	  physical	  and	  emotional	  
reaction	  to	  the	  music.	  Tactile	  and	  kinaesthetic	  information	  included	  the	  feel	  of	  the	  partner’s	  
body	  and	  the	  partner’s	  interpretation	  of	  the	  music.	  This	  information	  was	  used	  to	  gauge	  the	  
skill	  level	  and	  confidence	  of	  the	  partner	  that	  informed	  the	  range	  of	  movements	  that	  could	  
be	  used.	  The	  feeling	  of	  the	  floor	  (i.e.	  slippery,	  sticky)	  also	  informed	  the	  range	  of	  movements.	  
Visual	  and	  spatial	  information	  came	  from	  observing	  the	  way	  other	  couples	  moved	  around	  
the	  floor.	  As	  dancing	  tango	  is	  a	  social	  practice,	  tango	  etiquette	  regarding	  ways	  of	  moving	  
around	  the	  dance	  floor	  without	  bumping	  into	  other	  couples	  and	  impeding	  their	  movement	  
was	  also	  a	  form	  of	  information.	  
Hearing	  and	  listening	  
A	  primary	  form	  of	  documentary	  information	  in	  dancing	  tango	  is	  the	  music.	  The	  dancers	  
mentioned	  hearing	  the	  music	  in	  particular	  ways	  that	  informed	  their	  response.	  For	  instance,	  
Tangero	  commented	  that	  he	  responds	  to	  a	  piece	  of	  music	  depending	  on	  his	  current	  mood.	  
In	  this	  way,	  external	  information	  (the	  music)	  informed	  the	  internal	  response.	  
	  
Tangero:	  So	  I	  get	  a	  resonance	  with	  my	  current	  mood,	  and	  it	  will	  either	  reinforce	  or	  shift,	  
depending	  on	  the	  music.	  And	  so	  that	  informs	  the	  way	  that	  I	  move.	  It’s	  music,	  it’s	  meant	  to	  
speak	  to	  you	  without	  words.	  So	  I’m	  sensitive	  to	  what	  it’s	  saying.	  And	  the	  way	  that	  I	  do	  that	  at	  
the	  moment	  is	  that	  I	  let	  it	  in.	  I	  let	  it	  touch	  me.	  And	  then	  we	  see	  what	  happens.	  So	  a	  big	  part	  
of	  tango	  for	  me	  is	  the	  music.	  It’s	  where	  it	  starts,	  it’s	  where	  the	  social	  dance	  starts…	  	  
	  
So	  it	  informs	  my	  mood	  which	  informs	  my	  movement	  at	  every	  level,	  gross	  and	  subtle.	  Then	  
there	  are	  details	  in	  music	  such	  as	  the	  beat,	  the	  rhythm,	  the	  melody	  and	  the	  ways	  that	  they	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interact	  with	  each	  other	  that	  will	  inspire	  movement.	  Specific	  movements	  like	  walking	  and	  
turning.	  And	  it’ll	  inform	  the	  colour	  of	  the	  movement	  as	  well,	  depending	  on	  how	  I	  interpret	  
the	  direction,	  the	  shape	  of	  the	  song	  at	  particular	  moments.	  	  
	  
Tangera	  explained	  that	  the	  structure	  of	  the	  music	  provides	  her	  with	  information	  that	  affects	  
her	  response.	  	  
	  
Tangera:	  In	  tango	  the	  music	  itself,	  each	  song	  is	  a	  story…I	  can	  tell	  from	  the	  beginning	  of	  the	  
song	  the	  way	  the	  music	  is	  going	  to	  go.	  It’ll	  tell	  me	  in	  the	  first	  bit…the	  actual	  music	  itself	  will	  
start	  telling	  the	  story,	  OK,	  so	  that’s	  that	  type	  of	  music.	  It	  can	  be	  fun,	  it	  can	  be	  emotional,	  it	  
could	  be	  dramatic.	  So	  I	  use	  my	  ears.	  
	  
Social	  dancing	  depends	  on	  the	  interplay	  between	  the	  leader	  and	  follower	  and	  how	  each	  
hears,	  listens	  and	  responds	  to	  the	  music.	  
	  
Tangero:	  The	  way	  that	  my	  partner	  dances	  to	  the	  music	  as	  well	  informs	  the	  way	  that	  I	  dance.	  
Some	  people	  hear	  the	  same	  music	  that	  I	  do	  and	  some	  people	  hear	  different	  music	  to	  what	  I	  
do.	  That	  greatly	  influences	  the	  way	  that	  we	  dance	  together.	  	  
Touch	  and	  movement	  
Dancers	  reported	  tactile	  and	  kinaesthetic	  elements	  were	  fundamental	  to	  social	  dancing.	  
These	  elements	  included	  the	  way	  the	  partner’s	  body	  feels	  in	  the	  dance	  embrace,	  the	  
condition	  of	  the	  dance	  floor	  and	  spatial	  awareness	  of	  other	  couples	  on	  the	  dance	  floor.	  
	  
The	  Argentine	  tango	  draws	  on	  two	  conventions	  for	  the	  dance	  embrace.	  Open	  embrace	  is	  
where	  the	  partners	  are	  connected	  in	  an	  open	  frame	  with	  contact	  points	  at	  the	  arm,	  
shoulder,	  back	  and	  hand	  and	  closed	  embrace	  is	  where	  additional	  body	  contact	  is	  made	  at	  
the	  chest.	  The	  different	  contact	  points	  provide	  a	  way	  of	  transmitting	  and	  receiving	  
information.	  The	  dancers	  commented	  that	  the	  more	  contact	  points,	  the	  easier	  it	  is	  to	  
transmit	  and	  receive.	  	  
	  
Tangera:	  The	  close	  embrace	  is	  very	  intense.	  You	  have	  more	  body	  contact	  so	  the	  smallest	  
move	  of	  the	  muscle	  can	  be	  very	  clearly	  picked	  up	  and	  reacted	  to	  by	  the	  follower.	  Everything	  
is	  a	  lot	  more	  intense.	  It’s	  more	  intimate…Your	  senses	  are	  more	  heightened	  because	  of	  the	  
closeness	  of	  the	  embrace.	  	  
	  
Open	  embrace	  has	  less	  contact	  points,	  so	  the	  information	  has	  ‘further	  to	  travel’.	  
	  
Tangera:	  The	  information	  has	  longer	  to	  travel	  in	  space	  and	  through	  the	  body.	  You	  can	  still	  
dance	  exactly	  the	  same,	  it’s	  just	  because	  of	  distance,	  information	  has	  further	  to	  travel	  to	  be	  
able	  to	  communicate	  clearly.	  The	  transference	  of	  information	  from	  the	  leader	  to	  the	  follower	  
takes	  longer	  because	  the	  space	  is	  bigger,	  the	  movements	  are	  bigger.	  And	  it	  takes	  more	  
energy.	  	  
	  
The	  first	  moments	  of	  the	  embrace	  are	  crucial	  to	  informing	  the	  rest	  of	  the	  dance.	  In	  the	  
following	  quotation,	  Tangera	  describes	  ‘downloading’	  a	  range	  of	  information	  from	  the	  
embrace	  that	  informs	  how	  she	  responds	  to	  her	  partner	  with	  her	  mind,	  body	  and	  soul.	  
	  
Tangera:	  When	  I	  embrace	  I	  download	  my	  partner’s	  information.	  I’m	  uploading	  my	  
information	  as	  well,	  which	  is	  integrated	  within	  my	  own	  body.	  	  When	  I	  mean	  upload	  it	  like	  I	  
click	  on	  my	  knees	  and	  the	  posture	  that	  I	  have	  and	  –	  it’s	  a	  very	  intense	  time,	  the	  embrace.	  So	  
when	  I	  do	  that,	  I	  embrace,	  then	  comes	  the	  real	  moment	  of	  truth,	  you	  have	  all	  these	  things,	  
how	  does	  your	  partner’s	  body	  fit	  to	  you?	  Now	  they’ve	  download	  this	  information,	  you’ve	  
uploaded,	  I	  maintain	  my	  posture,	  I’m	  going	  in,	  and	  I’m	  in,	  I’ve	  downloaded	  everything.	  How	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does	  that	  then	  click?	  Does	  it	  click?	  Then	  I’m	  using,	  not	  just	  the	  physical	  reaction,	  but	  now	  I’m	  
actually	  starting	  to	  open	  up	  I	  suppose	  intuitively.	  	  Some	  people	  might	  call	  it	  spiritually.	  They	  
open	  their	  heart	  to	  be	  able	  to	  dance	  freely	  you	  open	  the	  heart	  and	  let	  go	  of	  the	  mind.	  You	  
have	  to	  let	  go	  of	  all	  these	  things.	  You’ve	  already	  made	  your	  quick	  analysis	  of	  the	  
situation….You	  react	  to	  your	  partner’s	  height,	  size,	  you	  get	  comfortable.	  You	  have	  that	  
moment	  before	  you	  take	  your	  first	  step.	  There’s	  a,	  it	  depends	  on	  your	  partner	  how	  I	  follow	  
or	  react	  to	  that.	  I	  take	  a	  breath,	  a	  moment	  of	  cadence	  I	  suppose	  you	  could	  say	  before	  the	  
gathering	  of	  energy	  before	  you	  move	  out.	  That	  moment	  of	  suspense	  is	  the	  moment	  when	  for	  
me,	  I	  then	  unleased,	  I	  open,	  I	  should	  say.	  I	  open,	  or	  the	  sake	  of	  a	  better	  word,	  I	  open	  up	  
inside.	  I	  open	  up	  my	  soul	  I	  suppose.	  When	  I	  dance,	  for	  me	  it	  becomes	  about	  four	  legs,	  two	  
bodies,	  and	  one	  heart,	  really.	  It	  makes	  the	  purest	  form	  of	  communication	  and	  the	  purest	  
form	  of	  relying	  information	  to	  move	  as	  one.	  
	  
The	  dancers	  commented	  that	  their	  social	  dancing	  is	  informed	  and	  directed	  by	  the	  skill	  level	  
of	  their	  partner.	  Their	  skill	  and	  technique	  is	  judged	  from	  a	  number	  of	  sources	  including	  the	  
partner’s	  musculature,	  posture	  and	  confidence.	  
	  
Tangero:	  In	  terms	  of	  my	  partner’s	  body,	  things	  that	  assist	  that	  information	  transfer	  of	  her	  
position	  and	  her	  movement	  are	  engagement	  of	  her	  back	  muscles,	  engagement	  of	  her	  core.	  
The	  strength	  across	  her	  hip	  and	  her	  glutes	  [gluteus].	  The	  relaxation	  of	  the	  musculature	  in	  her	  
free	  leg.	  The	  relaxation	  of	  the	  musculature	  in	  her	  arms	  such	  that	  she’s	  not	  rock	  solid.	  There’s	  
still	  a	  bit	  of	  give	  in	  there.	  But	  here’s	  enough	  of	  an	  engagement	  in	  her	  lats	  [latissimus]	  and	  
back	  and	  I	  guess	  through	  her	  bis[biceps]	  and	  tris	  [triceps]	  as	  well	  that	  the	  movement	  comes	  
across	  those	  interface	  points.	  Another	  way	  I	  would	  gauge	  skill	  is	  in	  the	  pivot.	  In	  leading	  a	  
pivot,	  feeling	  and	  seeing	  how	  her	  body	  reacts	  to	  that,	  her	  level	  of	  dissociation	  [where	  the	  
lower	  and	  upper	  body	  are	  separated].	  
	  
In	  the	  following	  quotation,	  Tangera	  describes	  the	  range	  of	  information	  she	  uses	  to	  make	  
judgements	  on	  how	  she	  responds.	  	  
	  
Tangera:	  I	  go	  for	  all	  my	  senses.	  So	  I	  use	  my	  eyes.	  I	  can	  see	  the	  state	  of	  the	  floor	  –	  the	  number	  
of	  couples	  on	  the	  floor	  will	  determine	  how	  I	  dance.	  	  I	  look	  at	  the	  height	  of	  my	  partner,	  and	  
the	  shape	  of	  my	  partner,	  the	  physical	  capabilities	  of	  my	  partner…I	  look,	  because	  I	  need	  to	  be	  
aware	  of	  my	  surroundings,	  I	  need	  to	  be	  aware	  of	  my	  partner	  from	  how	  my	  partner	  will	  look	  
at	  me	  gives	  me	  an	  idea	  of	  their	  confidence	  or	  lack	  thereof,	  how	  they	  dress,	  how	  they	  stand,	  
how	  they	  present	  themselves…These	  are	  all	  factors	  I	  have	  in	  play	  when	  I	  make	  my	  first	  initial	  
analysis,	  before	  I	  dance	  of	  what	  is	  my	  potential	  partner	  –	  I’ll	  make	  an	  assumptions,	  that’s	  the	  
first	  thing	  you	  do,	  not	  assumption,	  you	  make	  an	  informed	  analysis	  of	  the	  situation	  about	  my	  
partner	  based	  on	  previous	  experience	  and	  from	  the	  state	  of	  the	  floor.	  So	  from	  my	  eyes,	  I’ll	  
also	  use	  my	  ears	  at	  the	  same	  time	  as	  the	  music	  is	  playing.	  
	  
For	  instance,	  Tangera	  commented	  on	  the	  material	  and	  conditions	  of	  the	  floor	  and	  how	  it	  can	  
affect	  her	  dancing.	  
	  
Tangera:	  Is	  it	  slippery?	  Is	  it	  sticky?	  Is	  it	  uneven?	  What	  material	  is	  it	  made	  of?...It	  will	  
determine	  how	  long	  I	  dance,	  how	  I	  dance,	  my	  body	  might	  automatically	  tense	  more	  when	  it’s	  
slippery,	  it’s	  my	  natural	  reaction	  to	  that.	  Or	  if	  it’s	  sticky	  I’m	  not	  going	  to	  be	  pivoting	  as	  much.	  
So	  it’s	  going	  to	  change	  the	  way	  I	  dance	  a	  little	  bit.	  	  
	  
It’s	  what	  you	  caress	  with	  your	  feet.	  You’re	  not	  just	  opening	  your	  heart	  to	  your	  partner	  and	  
walking	  to	  this	  beautiful	  music,	  but	  you’re	  also	  worshiping	  the	  floor.	  The	  grounded	  point	  for	  
all	  of	  us.	  How	  do	  we	  walk	  on	  the	  floor.	  This	  art	  form	  of	  worship	  with	  the	  ground,	  it’s	  an	  art	  
form	  of	  connecting	  with	  our	  feet,	  being	  grounded	  to	  the	  earth.	  The	  floor	  itself	  is	  also	  a	  form	  
of	  information	  about	  how	  I’m	  going	  to	  react.	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The	  social	  conventions	  of	  tango	  include	  rules	  on	  how	  couples	  should	  move	  around	  the	  floor.	  	  
	  
Tangera:	  One	  of	  the	  things	  about	  tango,	  because	  of	  the	  etiquette	  of	  the	  dance	  floor	  it	  lends	  
itself	  to	  breeding	  an	  organism	  so	  the	  dance	  floor	  becomes	  a	  thing.	  It’s	  own	  separate	  
thing…And	  so	  you	  become	  one	  part	  of	  this	  organism.	  	  
	  
The	  leader	  has	  the	  responsibility	  to	  maintain	  the	  line	  of	  dance	  and	  not	  bump	  into	  other	  
couples.	  This	  entails	  scanning	  the	  dance	  floor	  for	  the	  positions	  of	  other	  couples	  and	  taking	  
evasive	  action	  if	  necessary.	  	  
	  
Tangero:	  In	  a	  pragmatic	  sense,	  I	  am	  conscious	  of	  the	  couple	  in	  front	  of	  me	  and	  the	  couple	  
behind	  me.	  And	  I’m	  moving	  into	  the	  space	  that	  the	  couple	  in	  front	  of	  me	  vacates	  and	  that’s	  
pretty	  much	  it.	  So	  I	  will	  try	  to	  observe	  the	  etiquette	  of	  the	  floor	  by	  not	  overtaking	  and	  
respecting	  people’s	  space,	  dance	  space.	  Depending	  on	  the	  crowding	  that	  can	  be	  a	  very	  small	  
space,	  and	  that	  informs	  my	  movement.	  And	  this	  feeds	  back	  into	  the	  whole	  decision	  matrix	  
around	  the	  music,	  my	  skill	  level,	  my	  partner’s	  skill	  level,	  the	  movement	  on	  the	  floor	  as	  to	  
what	  we’re	  doing.	  
	  
In	  summary,	  when	  engaged	  in	  social	  dancing	  Argentine	  tango	  dancers	  used	  documentary	  
information	  (music),	  codified	  information	  (tango	  etiquette	  and	  knowledge	  of	  tango	  
movements),	  sensory	  information	  (hearing,	  sight,	  touch)	  and	  internal	  information	  (mood,	  
intuition,	  ‘soul’).	  
Discussion	  
It	  was	  apparent	  from	  the	  experience	  of	  the	  musicians	  and	  dancers	  that	  a	  range	  of	  
information	  was	  used	  to	  inform	  their	  practice.	  This	  range	  is	  consistent	  with	  the	  holistic	  
theories	  of	  information	  that	  incorporate	  sensory,	  embodied	  and	  sociocultural	  forms	  of	  
information	  (Bates,	  2006;	  Bateson,	  1972;	  Buckland,	  1991;	  Lloyd,	  2006).	  Below	  I	  summarise	  
these	  based	  on	  Lloyd’s	  (2006)	  three	  forms	  of	  information:	  textual,	  social	  and	  physical.	  In	  line	  
with	  the	  findings	  of	  my	  studies	  I	  have	  modified	  these	  to:	  documentary,	  sociocultural,	  
sensory	  and	  internal.	  
	  
Documentary:	  Both	  musicians	  and	  dancers	  based	  their	  practice	  on	  music	  as	  a	  documentary	  
form	  of	  information.	  The	  musicians	  used	  sound	  samples	  and	  printed	  music	  in	  addition	  to	  
recorded	  music,	  while	  the	  dancers	  used	  recorded	  music.	  Furthermore,	  the	  musicians	  
actually	  created	  their	  own	  documentary	  information	  in	  the	  form	  of	  their	  completed	  
compositions.	  
	  
Sociocultural:	  Forms	  of	  information	  were	  the	  ‘rules’	  of	  the	  particular	  practice.	  For	  the	  
musicians	  it	  consisted	  of	  music	  conventions	  including	  music	  theory	  and	  knowledge	  of	  genre	  
and	  style.	  For	  the	  tango	  dancers	  it	  was	  experienced	  in	  the	  etiquette	  of	  the	  dance	  floor	  and	  in	  
the	  two	  types	  of	  dance	  embrace.	  This	  sociocultural	  information	  was	  a	  form	  of	  codified	  
knowledge.	  
	  
Sensory:	  For	  both	  the	  musicians	  and	  dancers,	  sensory	  information	  was	  dominant.	  Hearing,	  
and	  sight	  were	  primary	  senses	  they	  used	  to	  inform	  their	  practice.	  The	  distinction	  between	  
hearing	  and	  listening	  was	  important	  in	  discerning	  elements	  of	  music	  and	  sound.	  For	  the	  
dancers,	  tactile	  and	  kinaesthetic	  information	  was	  also	  a	  primary	  source.	  
	  
Internal:	  Internal	  information	  such	  as	  affect	  was	  an	  important	  source	  of	  information	  for	  
both	  groups.	  The	  musicians	  were	  influenced	  by	  the	  mood	  of	  the	  sounds	  they	  created.	  They	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identified	  a	  primary	  source	  of	  information	  for	  composers	  as	  being	  emotions	  and	  feelings.	  
The	  dancers	  were	  affected	  by	  the	  mood	  of	  the	  music	  and	  of	  the	  confidence	  level	  of	  their	  
partner.	  Internal	  information	  included	  the	  feeling	  of	  ‘spirituality’	  or	  ‘soul’	  experienced	  in	  
connecting	  with	  a	  partner	  during	  the	  dance.	  	  
	  
In	  addition	  to	  the	  types	  of	  information	  described	  above,	  a	  fifth	  type	  of	  information	  was	  
experienced	  that	  in	  many	  ways	  drew	  together	  the	  documentary,	  cultural,	  sensory	  and	  
internal	  information.	  This	  information	  was	  that	  generated	  by	  the	  creative	  process	  of	  
composing	  and	  dancing.	  For	  the	  musicians,	  process	  was	  an	  important	  source	  of	  information.	  
Their	  compositional	  process	  generated	  information,	  which	  in	  turn	  influenced	  the	  course	  of	  
the	  composition.	  Similarly	  for	  the	  dancers,	  the	  other	  couples	  on	  the	  floor	  and	  the	  way	  that	  
their	  partner	  listened	  and	  responded	  to	  the	  music	  influenced	  the	  course	  of	  the	  dance.	  As	  
information	  was	  discerned	  and	  acted	  upon,	  this	  in	  turn	  created	  more	  information.	  
Conclusion	  
Along	  with	  several	  other	  chapters	  in	  this	  volume,	  this	  chapter	  seeks	  to	  recognise	  and	  
legitimise	  sensory,	  embodied	  and	  internal	  information.	  Even	  though	  these	  forms	  of	  
information	  are	  acknowledged	  in	  theoretical	  and	  empirical	  studies	  of	  the	  nature	  of	  
information	  (Bates,	  2006;	  Bateson,	  1972;	  Buckland,	  1991;	  Ekbia	  &	  Evans,	  2009;	  Lloyd,	  2006;	  
McCreadie	  &	  Rice,	  1999),	  in	  practice	  information	  science	  tends	  to	  privilege	  documentary	  
forms	  of	  information.	  	  As	  Capurro	  and	  Hjørland	  (2003,	  p.	  350)	  argue,	  ‘when	  we	  use	  the	  term	  
information	  in	  IS,	  we	  should	  always	  keep	  in	  mind	  that	  information	  is	  what	  is	  informative	  for	  
a	  given	  person’	  (original	  emphasis).	  	  This	  means	  that	  we	  need	  to	  marry	  the	  extensive	  body	  of	  
work	  on	  the	  nature	  of	  information	  claiming	  that	  information	  is	  objective	  and	  subjective,	  
tangible	  and	  intangible	  with	  information	  science	  practice.	  For	  information	  professionals	  and	  
information	  literacy	  educators,	  it	  means	  recognising	  that	  information	  transcends	  
documentary	  sources	  to	  incorporate	  sociocultural,	  sensory	  and	  internal	  information,	  thus	  




The	  section	  reporting	  the	  experience	  of	  the	  music	  students	  includes	  extracts	  from	  Chapter	  5	  
of	  ‘Information	  literacy	  and	  learning’	  (Mandy	  Lupton,	  2008b).	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